The main goals of this article, devoted to the contribution of the prominent Serbian musicologist, composer and aesthetician Dragutin Gostuški (1923Gostuški ( -1998 to the semiotics of music, are the following: 1) to show the evolution of semiotic ideas in Gostuški's work; 2) to reconstruct the circumstances under which preparations for the First International Colloquium on the Semiotics of Music took place; and 3) to encourage new research that would re-examine Gostuški's major theoretical opus in the historical context of the discipline.
over, being the first gathering of the leading music semioticians at that time, it marked a special milestone in the development of the discipline.
The main goal of this article is to draw attention to the important role that Dragutin Gostuški (1923 Gostuški ( -1998 and the Institute of Musicology of the Serbian Academy of Sciences and Arts (SASA) played during the preparation and organization of the Colloquium. It is more than obvious that contemporary music scholars have not yet paid adequate attention to Gostuški's overall contribution to semiotics in the early years of the discipline. Since the task of giving a comprehensive and precise answer to such a complex question surpasses the limited scope of this paper, on this occasion I decided to focus on several, still uncharted aspects of Gostuški's close connections and relations to the main issues that music semiology has faced from its very inception. These connections will be formatted as a "bio-bibliographical" summary -from Gostuški's early works on music theory to his theoretical and aesthetical achievements in the late 1960s, published before the Belgrade Colloquium in 1973. These will be presented in the first part of this article. In the second part of the article, I will provide insight into the documentary material concerning the "history" of the Colloquium. This precious collection belongs to Gostuški's Legacy and has been preserved at the Institute of Musicology SASA.
In the next section of this article, entitled Imaginary dialogues…, two folders from the aforementioned Legacy (Semiotics and Linguistics) containing Gostuški's carefully prepared, meticulous extracts, together with his sharply insightful comments -will be "opened" here for the first time, in order to show the relevance of the literature that Gostuški researched while preparing his own paper for the Colloquium. By summarizing the standpoints of Gostuški's lecture delivered (in French) under the title "Réalité, Musique, Langage. Contribution à l'étude du problème de la signification" in the concluding part of this article, I hope to encourage music semioticians and other scholars to take part in the process of estimating the relevance of Gostuški's conclusions for the further development of the discipline in the years after the Belgrade Colloquium had already become legendary.
Dragutin Gostuški -Towards the Semiotics of Music
Born in 1923, Dragutin Gostuški 2 graduated in the early 1950s from two faculties: the Faculty of Philosophy (Art History) and the Belgrade Music Academy (Composition) . From the very beginning of his work at the Institute of Musicology (1952) , where he was employed until his retirement (1988), Gostuški became one of the (then) very rare young Yugoslav and particularly Serbian scholars interested in both music theory and aesthetics. The collection of his early published texts confirms his intense curiosity about the questions of theory of rhythm, aspects of musical memory, rhythm perception and, especially, the notion of musical time. 3 In the early 1960s, this (Gostuški 1968) .
In this synthetic, complex study, which represents the accumulation of the author's previous theoretical and aesthetical achievements, Gostuški formulates three basic hypotheses:
1. on the acceleration of historical processes;
2. on the periodic return of classicism and 3. on the stylistic retardation of music in times of changes of aesthetic principles. (Cf. Tomašević 2017: 16) Essentially focused on the problems of form and style, Gostuški offers a new stylistic periodization of music history. However, the dense counterpoint of ideas that Gostuški skillfully steers towards a general synthesis offers numerous answers to the questions of style(s), realism, nationalism in music, relationships between Eastern and Western art concepts and the idea of progress in its relation to the evolution of art. Having in mind the author's later contribution to the First International Colloquium on the Semiotics of Music, one can easily conclude that all the author's basic concepts had already been laid out in his major book The Time of Art. Simultaneously with this, from the beginning of the 1960s, there appeared a series of Gostuški's articles devoted to the problems of time/space (1960/1961), style and music (1962, 1963) , the relationship between art and nature (1967) , and -what is particularly important for his further contribution to the field of music semioticsto the dimensions of poetic language (1967).
Gostuški won a special recognition for his theoretical and aesthetical efforts in 1969, when his article "The Third Dimension of Poetic Language" appeared in the prestigious American journal The Musical Quarterly (Gostuški 1969) . This was the first notable success of national musicology in internationally recognized periodicals after World War II. Also in 1969 Gostuški participated in the Brno Colloquium Music and Word with the report "Quelques analogies entre le langage poétique et langage musical. " The papers from this conference were published four years later (Gostuški 1973a ).
The year 1973 was also quite important for the Institute of Musicology SASA: the Institute celebrated its 25 th anniversary with a number of public events (an exhibition at the Gallery of SASA and a Ceremonial Academy). On the same occasion a collection of papers written by the researchers employed at the Institute was published, including one of Gostuški's most important texts: "Les sciences musicales -modèles de méthode interdisciplinaire de recherche" (Гостушки/Gostuški 1973b 4 However, an important question arises: which key musicological, theoretical and aesthetic issues Gostuški was dealing with from the beginning of the 1950s until the moment he was recognized as President of the Organizing Committee of the Belgrade Colloquium on Semiotics of Music, a member of its Scientific Committee, as well as one of its most prominent speakers?
If one should try to compile the list of main topics that Gostuški was occupied with in the first two decades of his work according to the chronology of published articles, it becomes evident that his central topics were: musical memory, qualitative rhythm, accent in music, the psychological perception of time with its relation to musical tempi, time... and... space(s) of art(s), questions of the dimensions of time(s) of arts, concerning the evolution of styles, and -last but not least -the issues related to musical meaning, as articulated within the author's discussions on realism, artistic progress, the relationship between Western and Eastern art histories and also within the most delicate topic of universality in the processes of artistic evolutions.
It is very important to stress several other facts concerning Gostuški's fundamental theoretical/aesthetical standpoints. Being the only and -it is worth mentioningin many respects a very unconventional representative of comparative morphology aesthetics in the former Yugoslavia and the Balkans, Gostuški acted alone, as a kind of a modern-day lonely Pythagorean, firmly believing in several basic truths/laws that 4 This unconventional, 'open university on free thinking' (Mladen Srbinović) was conceived by Gostuški as a sort of renewal of the idea of the Renaissance Camerata, as a lively, dynamic laboratory of the mind, where leading musicians, painters and art historians, linguists and ethnographers, physicists and mathematicians, biologists and psychologists, philosophers and psychiatrists, cultural anthropologists et al. were "joining forces and breaking spears"... Over the course of 145 debates, which were always preceded by a lecture delivered by a selected keynote speaker, the topics of discussion related to the origins and the future of arts, the essence of Being, human genetics, the mentality of our people, black holes, the revolving nature of the direction of time and "other incredible things that are, unfortunately, permitted by scientific and philosophical thought, despite the views of normal people (Gostuški)" (Tomašević 2017: 20 governed the world of arts from ancient to modern times. The first of his laws was that the phenomenon of beauty is an absolute, irrefutable and indestructible aesthetic fact. His second belief/rule was that a basic constituent of beauty for all the arts is harmony, and the third was the necessity to fulfill a complete program of artistic evolution in all of its disciplines -as a kind of a universal generative process, similar to mathematical analogues: algorithms, recursions, and the like. During the 1960s, following the latest development trends in the humanities with great curiosity (naturally, with an accent on the science of music) and the results of the (then) new and promising discipline of cognitive psychology, in addition to being vividly and broadly interested in the discoveries in the fields of mathematics and natural sciences -from physics, astronomy and acoustics to cybernetics, molecular biology and genetics -Dragutin Gostuški developed an attraction to the latest results in contemporary linguistics. The beginnings of modern linguistics in Serbia can also be traced from the early 1960s, thanks to the key contributions of Dr. Pavle Ivić and Dr. Milka Ivić, and later, in the early 1970s -with the work of their very prominent successor, Dr. Ranko Bugarski -the discipline reached one of its peaks. Bugarski, whose name today is internationally recognized in linguistic circles, collaborated closely with Dragutin Gostuški in the early 1970s, when the question of music semiotics came into focus. As the author of the report on the First International Colloquium on Semiotics of Music, published soon after the end of the Colloquium in the journal Kultura, 5 Bugarski was Gostuški's main consultant on the topics and methods of contemporary linguistics.
Recently I had the wonderful opportunity to learn directly from Bugarski that Gostuški was quite well acquainted with the key concepts and history of linguistics, from Ferdinand de Saussure, to the representatives of the Prague School -Jan Mukařovský and Roman Jakobson -to Noam Chomsky and his revolutionary achievements of formal languages and formal grammars. We should mention that the work of Chomsky was preceded by investigations of formal systems in mathematical logic, where syntactic formalism -a full formalization, with the method of interpretation of one formal system in another as part of the investigations of the fundamental properties of mathematical theories and corresponding semantics, the model theory -was fully achieved earlier, after a long history of conceptual development.
The First Colloquium on the Semiotics of Music
The questions of the delicate relationship between contemporary linguistics and the semiotics of music were not at all new to Dragutin Gostuški when, in May 1973, he received a letter from Pesaro, signed by Maria Augusta Pecchia. This letter has not been preserved, but, from Gostuški's answer (dated 22 May 1973) , it is obvious that the subject was the invitation to participate in the First Colloquium on the Semiotics of Music [ Figure 1 ].
In his polite response, Gostuški expresses his warm thanks for the invitation, indicating the topic of his future paper. However, in order to reconstruct the "history" of the Colloquium, and, particularly, the background of Gostuški's appointment as President of the Organizing Committee (in front of the Institute of Musicology) and a member of the Scientific Committee -whose other two members were Prof. Gino Stefani and Prof. Pino Paioni -it is important to emphasize that in his answer Gostuški says that -thanks to Mr.
[Predrag] Delibašić -he was by that time "broadly familiar with the initiative" and already felt like "a member of the organizing team. "
In order to answer the question "Who, then, was Mr. Predrag Delibašić, who introduced Gostuški to the initiative?", another small research was required. Delibašić was a film and theatre director, who, upon graduation in Belgrade, went to Rome in 1959 to study at the Experimental Cinematography Center (Centro Sperimentale di Cinematografia), shortly after being appointed Professor at the Faculty of Dramatic Arts in Belgrade. Thanks to his fruitful collaboration with his Italian colleagues, in 1970 Delibašić initiated the establishment of the Center for Cultural Initiative (Centro di Iniziativa Culturale), based in Pesaro. The founders of this institution were the University of Arts in Belgrade and the University of Urbino (Italy). The Center was active from 1970 to 1974. Among other activities, the same institution organized exhibitions of Yugoslav artists in Italy, a concert of Belgrade's leading female choir "Collegium
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Musicum" with its conductor Darinka Matić-Marović, career retrospectives of prominent film directors Živojin Pavlović and Dušan Makavejev; and the First Colloquium on the Semiotics of Music was an achievement of the same institution.
Prof. Dr. Maria Augusta Pecchia, on the Italian side, and Prof. Dragoslav Stojanović-Sip (also a member of the Organizing Committee of the Colloquium), on the Yugoslav side, were appointed to head the Center. However, it seems that all credit for the initiative for the first international gathering of music semioticians went to Gino Stefaniat that time appointed professor at the Conservatori di Pesaro, L' Aquila e Parma. The confirmation for this assumption can be found in Jean-Jacques Nattiez and Katharine Ellis's article "Reflections on the Development of Semiology in Music" (Nattiez & Ellis 1989) . Possibly, the first list of invited speakers was also made by Stefani. 6 From the next letter Gostuški received from Maria Augusta Pecchia (dated 11 July 1973), [ Figure 2 ] we can reconstruct that, in the beginning, Prof. Dušan Skovran, Dean of the Belgrade Music Academy, was the main correspondent with the organizers in Italy. Later on, and, particularly in the final stages of the preparations for the Congress, Gostuški became the leading person from the Yugoslav side as one of the main organizers at the Institute of Musicology.
As to the next letter, with the Colloquium's first preliminary program, I would like to point out several details. First, the initial idea was that the Colloquium would start with Gino Stefani's keynote lecture; all the other participants' presentations were divided into sessions. A report by Carl Dahlhaus entitled "Theorie der musikalischen analyse" was scheduled for the second day. From a later letter (signed by Dr. Francesco Sorlini), found in Gostuški's Legacy, we learn that "because of a misunderstanding, Carl Dahlhaus was obliged to revoke his participation. " The first round table, on the topic Semiotics, Theory and Analyses, and with the leading Slovenian musicologist Dragotin Cvetko as its chairman, was planned for the third day of the congress. In the final part of the letter, it was stressed that the official languages of the Colloquium would be French and English; there was also a note saying that "it is essential that the participants submit the texts of their papers in English, French, German or Italian, by September 15. All texts will then be translated into English, French and Serbo-Croatian, and distributed to the participants at the beginning of the Colloquium. " It was also said that simultaneous translation from English and French into Serbo-Croatian would be provided, but only at the request of the audience during the discussions [Figures 3/1 and 3/2] Notes found in Gostuški's Legacy confirm that Gino Stefani visited Belgrade in early October. According to Gostuški's preparatory notes for the meeting, it is very likely that the meeting of the Organizing Committee was held on 4 October. The second version of the preliminary program shows some of the outcomes of that meeting [ Figure 4 ] It is quite possible that the program was printed in Italy, on the very eve of the Colloquium. Until then, full texts of the reports were available to the members of the Scientific Committee; having a full insight into the contents of the reports, they were able to make a completely new program. According to this version, the first two introductory lectures were supposed to be delivered by Gino Stefani and Dragutin Gostuški. Prof. Dr. Reiner Kluge (Berlin) was announced -instead of Dragotin Cvetko -as a "possible chairman" for the round table on Semiotics, Theory and Analyses.
When the Colloquium was about to start, the final version of the program, printed in Belgrade, was waiting for the participants and numerous invited guests 7 [ Figures  5 and 6 ]. It should be noted here that the Center for Cultural Initiative and the Institute of Musicology SASA are listed as the two main organizers.
An inspection of records from Gostuški's Legacy clearly shows that Gostuški himself took care of many of the required activities. For instance, it contains a copy of the original invitation [ Figure 7 ], the accompanying letter [ Figure 8 ], and a long list with the names and addresses of the invited guests from Belgrade and other university and cultural centers of the former Yugoslavia. Being the first international scientific conference on music organized in Belgrade after World War II, the Colloquium was, in Gostuški's mind, certain to become an important date in the history of national humanities and music scholarship. Moreover, its importance in the wider international context is highlighted when we take into account that it preceded the first, the biggest and the most important world gathering of semioticians -the First Congress of IASS/AIS (International Association for Semiotic Studies) -held in Milan in 1974. 9 During the Belgrade Colloquium, leading scholars from eleven countries, both from the West and the East, delivered twenty-two lectures. Here are the names of participants whose papers were presented (some of them could not be there in person, but sent their texts), listed by countries:
-Belgium: Célestin Deliège (Brussels); -Canada: Jean-Jacques Nattiez ( The overall interdisciplinarity was secured by the fact that the list of participants included distinguished linguists, aestheticians, philosophers, sociologists, physicists, musicologists and composers. It was of the greatest importance for music semiotics as a discipline that the Colloquium was a venue for the encounter and vivid discussions of many scholars who would go on to assume leading positions by giving valuable contributions to the field (e.g. Mario Baroni, Michel Imberty, Jean-Jacques Nattiez, David Osmond-Smith, Gino Stefani).
Imaginary dialogues
While researching Gostuški's Legacy, I discovered two folders with extensive excerpts from the author's reading material while he was preparing his Colloquium report Réalité, musique, langage. Contrubution à l'étude du problème de la signification. The material in each of them includes over two hundred pages of manuscripts, from which it was possible to reconstruct accurately the full list of sources. These folders provide evidence that Gostuški was very well acquainted with the biographies and works of some of the most prominent participants and that he was preparing himself for the upcoming meetings with them with the fullest attention. However, even more interesting and provocative parts of the excerpts are Gostuški's sharply insightful and visionary critical comments: in his imaginary dialogues with other authors, Gostuški often reflects on his own, already established views, observations and conclusions.
Here is the list of works carefully studied and commented on by Gostuški:
Folder SEMIOTICS (Selection of sources) 1. Jean-Jacques Nattiez ( 
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DRAGUTIN GOSTUŠKI AND THE SEMIOTICS OF MUSIC
The list of sources shows convincingly that Gostuški's research was focused on the most up-to-date and relevant achievements in both fields. However, his comments in the margins and in separate sheets with notes and observations clearly indicate that he was preparing for a confrontation with the directions in which the semiotics of music was initially steered. What generally differentiated Gostuški from the majority of musicologists, aestheticians and theorists of music of his time, as well as music semioticians, was the fact that he was also a composer. His direct insight into the nature of the creative process of "making music," paired with his rich experience and broad knowledge in the field of music perception, provided the base for the emerging of his specific approach to the semiotics of music, which differed quite radically from the views of his distinguished contemporaries, including those who would participate in the Colloquium. Delivering his lecture immediately after Gino Stefani's speech, Dragutin Gostuški openly invited his present colleagues to rethink and revise the initial methodological standpoints of the discipline.
Echoes of Reality -Music -Language
Together with the majority of lectures/texts by other participants, Gostuški's Legacy at the Institute of Musicology SASA houses several typewritten copies of his own talk. The original text was written in French; there are also several copies in Serbian, translated by the author himself, and several Summaries, translated into English by an (unknown) professional translator. Here is Gostuški's Summary:
Dragutin Gostuški
Reality, Music, Language A Contribution to the Study of the Problem of Meaning
As the situation today shows, to speak about the semiology of music means to speak primarily about the relation between music and language. Theoretically, linguistics and musicology seem to have entered into partnership in order to solve problems of common interest: in practice, it is a question of the application of linguistic methods in music. But such a procedure can be justified neither historically nor scientifically. Language is indifferent to linguistics, but music is not indifferent to musicology. The basic question in music, the problem of style, has a correlative in linguistics, a fact that disqualifies linguistics as a method applicable in musical analysis. We are confronted with the stretching out of a science whose subject is not precisely defined -the language, towards art. The creator of the code is a musician. The decoder is a linguist. The remaining problem is whether or not such a procedure is legitimate. No serious attempt has yet been made to prove that a linguistic code has something in common with a musical one. Furthermore, as is well-known, linguistics has not yet settled its relations with the art which is much closer to it -poetry. Up to the present, every endeavor to use music as an experimental field of linguistics has produced little beyond certain rudiments of the stylistic analysis of compositions that are already part of the history. It is necessary to point out that music has little need of new procedures of that kind. What is really necessary for music, in a highly dramatic form, is help in the construction of new system which will be as firm and logical as it was the system of functional harmony.
The theory of the screen. -The fundamental function of language is representation. This function is realized through the symbolization of objects, phenomena and states. This characteristic makes language (at least theoretically) far
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DRAGUTIN GOSTUŠKI AND THE SEMIOTICS OF MUSIC more akin to painting and sculpture than music. It is the necessary judgment of aesthetical thought which ought to prevail in this matter. Direct communication with the world of positive facts is called "realism." Between the so-called "real world" and its interpretation (artistic, linguistic, scientific) stands a determined system, constructed beforehand with its own laws. It represents a kind of a screen on which every fact received is diffracted, as though according to the laws of diffraction. So, for example, the construction of poetry is in every respect analogous to the construction of the other arts and, consequently, all aesthetic laws should be equally valid here. The theory of the screen is thus valid for all the arts without exception, because it is, inter alia, one of the general laws of perception.
Having in mind Gostuški's path towards the semiotics of music, discussed in the first part of this article, and the seriousness of his research depicted in the previous part, one can easily conclude that the theory of the screen quoted above is the author's most important and most mature theoretical achievement. At the same time, with this theory, elaborated in detail during the lecture, Gostuški offered one possible methodological tool for future semiotic investigations. What were the echoes of his attempts can be learned from two important reviews that appeared shortly after the end of the Colloquium. The author of the first, already mentioned review, published in Belgrade's renowned journal Kultura, was the distinguished linguist Ranko Bugarski. Commenting on the animated and sharp polemical discussions between the participants of the Colloquium, Bugarski calls attention to the fact that the main reason for the debates was the strong tendency among the guests from abroad towards neglecting the results of contemporary philosophical-sociological and experimentally psychological research. Moreover, as Bugarski says, "without any serious competition, the approach from the perspective of theoretical and descriptive linguistics dominated" (Bugarski 1973: 148) .
Fundamentally opposed to this mainstream, Gostuški's contribution apparently gave the strongest impulses for discussions, which resulted -as we read in another, more elaborated review by Ljiljana Kristl -in dividing the participants into two opposing groups (Kristl 1974) . One, obviously larger group was gathered around JeanJacques Nattiez and his conception which "evolved from the Saussurian notion of semiology, considers linguistics to be applicable in nonlinguistical systems of signs as a scientific pattern of precise models for the language analysis" (ibid., 334). Views similar to Gostuški's were shared by the Hungarian sociologist and aesthetician Iván Vitány (b. 1925) , the leading Yugoslav sociologist Ivan Supičić (b. 1928) , and, significantly, by the young, then very promising and quite polemical British semiotician David Osmond-Smith (1946 -2007 .
Looking at how both reviewers estimated the final results of the first scientific meeting devoted to the semiotics of music, it seems that the immediate echoes of Gostuški's lecture and his proposal for a methodological revision of the starting points of the discipline made quite an impressive contribution to the general atmosphere of the Colloquium. However, in spite of my careful and meticulous research into the entirety of Gostuški's Legacy, including his correspondence, one question will remain unanswered: Why wasn't his lecture published in the Colloquium Proceedings, published in Pesaro two years later, since we know that the text had been completely finished by the beginning of the meeting? 10 The confirmation of the presumption that the author was fully satisfied with the content of the lecture can easily be found in the fact that its full, unchanged version appeared in 1977 in the prestigious journal International Review of the Aesthetics and Sociology of Music (Gostuški 1977) , 11 whose initiator and its first Editor-in-Chief was the world-famous sociologist Ivo Supičić -one of the Colloquium's most prominent participants from Yugoslavia. Dragutin Gostuški's theoretical contribution to the field of the semiotics of music has since been awaiting expert evaluation from the angle of the discipline's development trends. I hope that my efforts to draw attention to the author's major theoretical achievement will instigate new and fresh interest in his overall work, particularly having in mind his great enthusiasm and devotion, expressed during the organization of the Belgrade meeting, as well as his ambition to provide -with his own contribution -a platform for frank and critical dialogues among the leading music scholars, at a time when music semiotics as a discipline was in its infancy, more than four decades ago.
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Kључне речи: Драгутин Гостушки, Ђино Стефани, Музиколошки институт САНУ, Прва међународна конференција о семиотици музике, "Реалност. Музика. Језик" KATARINA TOMAŠEVIĆ
